where that character is coming from and how they enter a room, and then release all of that to play fully within the world of the play with my scene partners. Chapter 1: Why Grad School?
Growing up I never thought I would be good enough to pursue a career in the arts. Even though I spent hours making up dances in my basement, putting on shows for my family, and participating in any production I could get my hands on, I made it up in my head that I couldn't.
Having a lot of medical conditions, I decided that I wanted to become a doctor. Usually, when someone wants to become a doctor, they are most likely gifted in the math and science areas.
This was not me. I was always was on the more creative side of things and basically always struggled in math and science. It should come to no surprise then that after my first semester as a Biology major, I saw a production of Urinetown, and left crying. It became crystal clear to me that theater was where I belonged. I cannot imagine doing anything else. I met with a professor in the department and the rest is history.
Verb, Receiver, Desired Response. This is how I learned about objectives. I got my actions book and I was really good at being the good student and acting like I knew what I was doing. While I grasped what objectives and actions were, I never really applied them to their fullest potential. At Temple I learned that I love comedy and have a natural knack for it. Coming into my senior year, I realized things were starting to click for me. I had no idea if grad school would even be in my cards, but going to URTAs and meeting two people who have become my mentors, everything suddenly made sense.
Chapter 2: Challenges along the Way
Taking up Space
In one of my first classes at Iowa, my professor, John Cameron, pointed out to me that I use a lot of "child-like tactics". This happened after an exercise in tactics where John told me to "seduce" my scene partner. I was so uncomfortable. Losing my hair to Alopecia Universalis at fifteen along with other medical conditions, having dimples the size of craters on my face, and being five feet tall has made it very easy for me to present myself as a cute, non-threatening, "get it right", kind of girl. I never thought of myself as powerful. This is a huge roadblock that I constantly ran into through this program: stepping into my power and understanding that I'm not only capable of being powerful, but that it is acceptable to lean into that part of myself.
Along with power, I also learned how little space I take up. I accommodate and please others. Consequently, I shrink my presence to remain non-threatening and to avoid leaning into my power. While in neutral mask in my Foundations of Movement class, we had to pick a spot on the wall and try to get to it. While trying to get to this very important spot, we were being held back by our classmates. It was very easy to not try and fight and be resisted. However, the more I pushed I realized that I was a lot stronger than I believed it acceptable to be. I fully committed, engaged everything, and pushed my way to the spot. When all of my defenses were let go, I was left feeling full, energized, present, and strong. This was the first time I felt what it meant to take up space.
In our society, we collapse on a daily basis. Shrinking in theater is detrimental. It makes the work "pedestrian". It is our duty as actors to come up and out of the everyday and ignite our body and minds to come up into a role and play fully in the given circumstances. It is the responsibility of the actor to press against the inviting safety and comfort of the pedestrian where there are no stakes, no risks, and no meaningful interactions. incorporate some of what we were learning in our foundations class into my rehearsal process right away, which led to confusion and frustration because I was "trying to get it right". I did zero research on the play before the first rehearsal. I assumed since it was a new play, there wouldn't be much to research. I now know that I was wrong. In all of the shows I had been in, I
did little to no research before the process began. with the other characters. While that work is incredibly important, I hadn't been making nearly as many discoveries as I could have been. I have been using rehearsals to try and find discoveries, and while I had luckily done that, they were not based in anything I had done prior and could have gone deeper if I had done the prep work to get me there. After some outside work was done, I felt much freer to play in rehearsal. It also made me realize the pattern I had been falling into because of the lack of preparation I had done prior to rehearsal.
This show taught me the difference between discipline and instinct and the importance of space where I could fully release into my insecurities, habits, things that I try to control, and blow them out of proportion. I had gotten so used to suppressing and letting go of the things that get in my way that for once it was so nice to magnify and explore the things that so frequently get in my way.
The famous clown Dimitri says "My dream is to be a clown whose heart is naked on stage" (Clowns 118). Clown was a culminating point of my three years of movement training where everything came full circle. It required me to churn my initial reactions to things and go deeper to how circumstances were affecting me. I had the privilege to stand in front of people within the greatest despair and also the greatest joy and share it openly with them. I had the opportunity to experience my heart naked in front of people. That is something I value in this work and one of the greatest lessons I learned here. It was perhaps the greatest lesson I learned;
how to bring myself to the work, be open and vulnerable, without ulterior motives.
Chapter 3: A Work in Progress
Getting it Right "Was that good?" "Did I do that right?" "How did that look?" "Am I doing okay?" "Was that the right choice?" I crave validation. I have learned and experienced the freeness of making decisions without validation with the help of my training here, however, it is still something I fight on a daily basis. I want to be told that the thing I am doing or the choice I am making is a good one or the right one. While I trust my instincts, I like to feel acknowledged. Going out into the world, this is something I will be aware of constantly. After leaving here I have to remember that I am trained but still always learning. I have good instincts and I need to follow them fully.
Taking Risks
As a direct result of needing validation, I am still struggling with taking risks. In Fun Home this past semester, after it having been pointed out to me, I realized I was a really good listener, which is a victory, but not a really good releaser of the affect. I would make small choices, and it was not until I specified my objectives and actions and truly trusted my instincts that things flew. When singing the song "Changing My Major" I had a moment in rehearsal where I sang the lyric "cause this is so much better" and I just released and let my physicality take over and it turned into the most freeing moment of the show for me where I basically just jumped up and down while singing. With Fun Home I realized I still struggle with validation on a daily basis, especially in my work, and I need to find the joy in what I'm doing. I had a great realization during this process: if it's not fun, why are you doing it?" I was taking things too seriously in a way that was not helping my process at all.
A way that I have improved with risk taking is having learned the difference of discipline and instinct, and the importance of both. Something that allowed me to have more freedom to play and take risks was coming in to rehearsal having broken down my script and especially finding creative ways to phrase tactics that were visceral and specific to me that I could really get behind. I believe I have improved with risk taking, but it is something that I still need to keep working on. 
Chapter 4: My Process

Breaking it Down
Before I work on a scene in rehearsal, I take the script and break it down into units of action containing one objective, one action, and multiple tactics. This specifies the work and the more precise the action, the more room for exploration and play.
An objective is most clear to me when it is one word and a noun. For example, in one of my scenes in Fun Home, some objectives I worked with were "comfort" and "contact". These objectives are strengthened with solid actions.
I try to make my actions as specific as possible. Something I ran into during Fun Home was that my actions were very general and therefore less exciting to play. One of the nine requirements of a good action is that it be "fun to do" (A Practical Handbook for the Actor 13). It must be something, even if it is not something you would do in real life, which is captivating.
For example, one day I came into rehearsal for a scene between Medium Alison and Joan, and the action I came up with was "get her to talk to me". While this was generally and obviously correct, it was too general. She had a crush on Joan but had never experienced any intimacy with anyone before. After working in the room, I specified and amped up my action to "get her to touch me". Now, Alison was definitely scared of any contact, having struggled with her sexuality, but this action created stakes, and a more physical response in me than just having her talk to me. It made the scene more exciting and even more enjoyable when our knees would brush or she would touch my leg accidentally. This accidental contact throughout my action left my character craving more, strengthening and simplifying the scene even more.
Once the scene has a clear objective and action, I break the scene down into beats. A beat is a change in tactic. Tactics are my favorite part of breaking down a script because of how creative and specific you can get. Some tactics I used in the scene discussed above were "charm", "please", "invite", and "impress". The more specific I get about my tactics, the more freedom I have to play within the circumstances. For some roles, I come up with a mimetic dynamic for the character. I pick an element, color, or object and find the essence of the movement of that object. During a production I did of squeeze: a motel play, my character had a mental illness. While the illness was not specified, I
was worried about it becoming too general. I consulted with a social worker and listed the symptoms of my character, Jeanna, and together we diagnosed her with schizoaffective disorder. This is where the physical world and my research met and exploded. I watched many videos of people with this disease and after watching their mannerisms and putting those into my body, I
decided on a mimetic dynamic. She could hear voices and was constantly on edge and had very little internal stillness. Because of this, I chose a flickering flame to play with as a dynamic. This dynamic had a range depending on the scene, who she was talking to, and the circumstances. At the end of the play, she decided to light the motel on fire, killing herself. It was only then that I decided Jeanna had found stillness, when her flame had been extinguished and she had made the decision to end these voices once and for all. She had come to peace with this decision and the internal flame was gone.
This was my most successful use of mimetic dynamics and one of my most successful roles I have played thus far. Jeanna was definitely in my wheelhouse, so this production allowed me to marry my instincts and discipline for the first time. I felt I did an adequate amount of research and was able to play fully within everything I had found.
Release
Once I have all of these things, I go through and figure out my preparations and moment before's. I decide where my character is coming from and what they are entering the room with.
This way, an entrance is never neutral. It always has purpose and life.
With each entrance, a preparation has occurred where I am in an emotional state coming from somewhere else, entering the new scene, encountering something that I need to accomplish.
Within these preparations, units of action, physical work, and play, I respond and release the affect. This is the final step where everything comes together and gets let go at the same time.
When everything is in my body and is second nature, then these things can be let go of and I work off of my partner. The famous clown, David Shiner, said "That's what's interesting about creativity; the only limit is ourselves. We put up walls. We give in to the fears. So we have to go beyond our limits." (Clowns 175). I value the potential to break through our own insecurities, blocks, and boundaries to create something bigger than ourselves. In acting, I value the potential of freeing oneself from the constraints of everyday life at the service of a story. I believe that letting the fear of failure overcome your passion to explore will kill the artist. It will leave them plateaued and uninspired and therefore no longer able to create.
Power of Theater I value the power that theater can have on an audience. I believe in theater that challenges and leaves audiences asking questions and thinking in a different way. I believe good theater to be an experience that ignites a fire in the collaborators and viewers. I believe in theater that has the power to change, challenge, excite, enthrall, captivate, and shift the people involved. I believe in theater that has the ability to make people examine their own lives and look where they can do better. I believe in theater that has the ability to captivate audiences in a new way and produce a wide range of responses. I believe in theater that makes people leave the theater feeling anything but neutral and unaffected. In the world we live in today, we are in need of powerful theater that has the ability to spark conversation after a show is finished.
Collaboration I believe one of the most magical aspects of theater is the collaboration among artists. I have had the privilege to be a part of the Iowa New Playwrights Festival for the past two years and it has changed my outlook on collaboration. In five days, four full blown productions go up in two different theaters while five readings happen in another space. In twenty-four hours, a
show is loaded in, teched, dress-rehearsed, and performed twice, before it is struck and the next is loaded in. Being a part of this process has helped me gain new skills I never thought I would be capable of doing including and not limited to, painting, using power tools, and working with individuals I would not normally.
In the world that we live in today, collaboration has never been more important. We must hold the mirrors to society and set an example for the power of collaboration, listening to one another, and supporting each other's ideas. I value the opportunity to work with people whose brains work very differently than mine on the same project to create one final product for an audience. It is truly a privilege. 
